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JOHN BARRY IN LONDON 


JOHN BARRY was in London recently, following the winning of the Academy Award for OUT OF AFRICA. 
This called for a celebration with members of the Barry Appreciation Society (75 Biddenden Road, 
Pendas Field, Leeds LS15 8XD, West Yorkshire, England); The event was recorded by Robert 
Humphries. 


Barry has just recorded a compilation album for Polydor. There will be just six themes on the 
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‚KLP, with previously un- 
recorded gems like RAISE 
THE TITANIC and HANOVER 
STREET. The record will 
be released in early 1987, 
to coincide with a series 
of concerts given by the 
composer in England. 


Busier than ever, Barry 
is now scoring the new 
Eddie Murphy comedy, 
GOLDEN CHILD. He has also 
been signed to do the new 
James Bond film. 


Robert Wood has shot a 
thirty minute documentary 
of John Barry, which will 
be shown in the cinemas as 
a kind of "introduction" 
to the new 007 movie when 
it goes on general release 
next year. 


JOHN BARRY AND SOME THIRSTY FANS. Photos: Robert Humphries 
= 34 
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Deadline! 


A very interesting album of William Perry's scores for the Public Television Series ''Mark 
Twain Classics'' appears on the hard-to-find Trioband label (TRO 101). Containing 65 minutes 
of music from LIFE ON THE MISSISSIPPI (1980), PRIVATE HISTORY OF A CAMPAIGN THAT 
FAILED (1981), THE MYSTERIOUS STRANGER (1982), THE INNOCENTS ABROAD (1983), 
PUDD'N HEAD WILSON (1984), and ADVENTURES OF HUCKLEBERRY FINN (1985), the LP 
features the composer cunducting the Slovak Philharmonic, Rome Philharmonic, Vienna Symphon; 
Orchestra and Vienna Boys Choir. Mr. Perry has also composed the score for the Emmy- . 
award winning series THE SILENT YEARS starring Orson Welles and Lillian Gish. (An album 

is available from Ea stbrook Music). 


Past, present and future scoring assignments: Maurice Jarre has recorded his score for TAI- 
PAN in West-Germany; when he has finished MOSQUITO COAST for Peter Weir, he'll score 
JOURNAL D'UN FOU. Elmer Bernstein will score THREE AMIGOS, Bruce Broughton will do 
the sequel to the GEORGE WASHINGTON mini-series (TV), Bill Conti has done a repeat 
performance on NORTH AND SOUTH Part II, James Horner has been signed to score AU NOM 
DE LA ROSE, and Ba sil Poledouris has now finished working on the mini-series AMERIKA. 


The avalanche of new recordings continues. CBSis so pleased with the sales of their first series 
of 17 budget-priced reissues that a second series will be released in September. MCA, too, 
will continue to cull from the MGM and United Artists catalogues. 


Among the next Intermezzo releases will be Mario Nascimbene's CARTAGINE IN FIAMME (watc 
for an interview with Na scimbene in a forthcoming issue) and Bruno Nicolai's DJANGO SPARA 
PER PRIMO. 


Forthcoming and brand-new reissues from Spain include LION IN WINTER (Barry), TRAPEZE 
(Arnold), THE CHASE (Barry), VILLA RIDES (Jarre), SEBASTIAN (Goldsmith). 


Milan will put out three albums with film music by Georges Delerue, containing themes from 
François Truffaut's pictures. In November Milan will issue a boxed edition with three albums 
by Philippe Sarde, containing previously unrecorded music from movies like HAREM, HOTEL 
DES AMERIQUES, RENDEZVOUS, and so on. Look also out for YIDDISH CONNECTION by 
Georges Garvarentz, on the same label. 


HOWARD THE DUCK is looking more and more like HOWARD THE CROCK. Thomas Dolby 
wrote some songs for the film, but was eventually replaced by John Barry, who was given just 
four weeks to write an orchestral score. Finally, Sylvester Levay was asked to stepin. Now 
the final credits read: music by John Barry, additional music by Sylvester Levay, songs 
produced by Thoma s ` Dolby. 


LINK has been retitled APES. As we go to press (August 11), there is still no news of a possible 
album with Jerry Goldsmith's music. Roy Budd scored FIELD OF HONOR. HOOSIERS, with a 
score by Jerry Goldsmith -- his first comedy in ages -- goes on general release in mid-August. 


Forthcoming releases from Varése Sarabande include LOVE SONGS by Michel Legrand (re- 
sequenced and remastered from the original French version, PAROLES ET MUSIQUES.) The 
album of music from Republic serials will be a new stereo re-recording featuring music from 
THE THREE MESQUITEERS as well as other Republic serials of the 1930s and 1940s. Other 
LPs slated for release include THE FLY (an orchestral score by Howard Shore), Peter Bern- 
stein's Ewok album featuring his music from the television adventures CARAVAN OF COURAGE 
and BATTLE OF THE EWOKS, Maurice Jarre's television score APOLOGY. Varése will 
record Ken Darby's MAN FROM GALILEA later this year, and Alfred Newman's GUNGA DIN, 
THE HUNCHBACK OF NOTRE-DAME and THE MARK OF ZORRO ; suites from Newman's three 
scores will be issued on a single album, but don't look for its release in the near future! 


Miklos Rozsa's 9 1/2 minute Sonatina for Solo Clarinet appears on Crystal S731. It's performed 
by Larry Combs of the Chicago Symphony Orchestra. 


UMI Research Press recently published Bernard Herrmann: Film Music and Narrative by 
Graham Bruce, at the whopping price of $50. Look for a review in the next issue. 


David P James 
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A NIGHTMARE ON ELM STREET Part II © & 
Varèse STV 81275 


Like original, like sequel... I have little 
doubt that Christopher Young's new score works 
very well on film, but on disc, it can get to be 
too much. 


The Main Title is a throwback to ALIEN, 
with similar brass writing and a replacement 
of the flute triads with reverberating tympani, 
a usual Young touch. Because the music is so 
like Goldsmith's it is the farthest removed 
from Young's earlier DEF-CON 4, for as I 
suspected on that album, Young's early work 
(like Horner's) is going to sound the same for~ 
quite a while. The cuts that are most reminis- 
cent of DEF-CON 4's percussive fury are 
"Furnace Flare-Up" and "Sports Attack". 


Later on side 1 comes "Freed of Her", 
which is most interesting not so much for what 
score Young paraphrases as for how he does it. 
The music segues into a strangely familiar bell- 
and-percussion rhythm; the listener is thrown 
back in time when the steal is completed with 
three plucked harp notes. Note for note, 

Young has thrown in a phrase from ''Noah 
Cross'' on Goldsmith's CHINATOWN LP, but 
he has done it so quickly and delicately that I 
think it must be a joke. Certainly it is funnier 
than the foreboding concealed lifts from other 
Goldsmith scores on DEF-CON 4 and here. 


Side 2 opens with "Fire Bird", a shapeless, 
formless, atonal mess, pulled slightly out of the 
doldrums by a chruning final third. Soon comes 
the most purely atmospheric cut, ''Necroman- 
cer's Spell", a supremely creepy conversation 
between the most important of the score's key 
instruments (breathy slide whistle, electronic 
cat's yowl and such). Asa refresher from the . 
blatant preceding music, "Kill for Me" has 
been inserted, a piece refreshingly quiet in its 
tone and menacing OUTLAND-like conclusion. 


There is more variety than on the first 
ELM STREET album, but the music itself is 
somewhat deader than DEF-CON 4, and itis 
bothersomely superficial besides. Neither 
Young score is particularly deep, but DEF- 
CON's manic energy made it difficult to 
dislike, while ELM STREET Part II feels like 
an unconcerned retread. And while there is 


such a thing as rising above one's material, 
perhaps it won't be until he cracks the A-movie 
realm that he will begin the quantum leap. 

-- Guy M. Tucker 


THE FINAL CONFLICT e@e ® ® 
Varèse STV 81272 


Though Jerry Goldsmith won the Oscar for 
his original OMEN score, it seemed to’ me that 
each sequel, . while less impressive filmically, 
was also more colorful musically; I found the 
capricious energy of DAMIEN: OMEN II more 
fun to listen to than the grim original. And by 
Goldsmith's own reckoning, the lyrical THE 
FINAL CONFLICT is really the most enjoyable 
of the three. It has taken five years for this LP 
to come about, and the results are even richer 
than I anticipated. 


The "Main Title". starts with a portentous 
brass statement of the cycle's newest theme, 
that of evil Damien, who has not known who he 
was until now and has therefore been represented 
by "Ave Satani". The "Satani" song creeps into 
the titles, but it has been much changed, adding 
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a new choral refrain (the only word from the 
Latin I recognized was "lorum", for ''chains"'). 


"The Amba ssador'' music helped make that 
sequence, the film's most nervewracking murder. 
"Trial Run" and "Monastery" are two lovely 
quieter pieces. z 


Though seven cuts were promised on side 1, 
counting the disc dividers shows there are eight, 
not that I mind, but it's a little difficult to keep 
the cues straight. My guess is that the fifth 
theme, "A T.V. First", actually comprises the 
fifth and sixth cuts, with the fifth portraying a 
would-be assassin skulking in the rafters of the 
TV-show's studio, and the sixth leading up to the 
crash-bash death of the man (certainly a TV first), 
a monk out to kill Damien with a holy dagger. 


The seventh cut, therefore, is "The Second 
Coming", one of several highlights of this album, 
portraying the alignment of the stars that signal 
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the rebirth of Christ. The side winds up with 
"Electric Storm", vintage Goldsmithian weaving 
of the main theme amidst frantic, troubled 
rhythms as Damien knocks off two more monks 
and gets their Daggers of Meggido. 


"The Hunt" begins Side 2, a spectacular, 
pastoral rendition of the main theme with 
attendant tamborine-clanging, segueing instantly 
(as many bands do) into "The Blooding Reel", 
which begins with still more Music-To-Kill- 
Monks-By and metamorphoses into the most 
satisfying variation on Damien's theme as he 
visits followers in Cornwall. 


"Lost Children'' sadly and tensely follows 
the wiping out of infants, one of whom Damien 
suspects of being the reborn Christ. ''Parted 
Hair", the album's longest band, was not used 
in the film, so its presence is especially 
welcome. Instead of the following cut, ''The 
Iron", perhaps the film's real "Parted Hair" 
music should have been used; I particularly 
remember the deviousness of that music, which 
ended with a percussive hiss accompanying the 
opening of Damien's eyes after his secret 666 
emblem has been discovered. 


"The Final Conflict", while at first the 
most garbled scene in the film, is nevertheless 
magnificent scoring, pumping the moment of 
Holy Retribution on the Antichrist for all it's 
worth, then becoming the End Title. This ends, 
instead of the triumphant choral "Sa tani" of the 
previous films, with a decisive chord that closes 
the OMEN cycle forever. 


The cycle has not really ended -- two 
sequels are in the works -- but Goldsmith has 
already said he won't do them, and though this 
is an unhappy development for the musical 
purity of the series, THE FINAL CONFLICT 
makes it obvious that Goldsmith has said all 
he needs to on the subject -- and said it so well 
that I find myself looking back on the film as if 
I've always liked it, which I certainly never did. 
If that's not the mark of great film scoring, I 
don't know what is. 


This is the first release in the Master Film 
Music series, produced by Robert Townson (who 
co-wrote the immensely useful liner notes with 
Kevin Mulhall) and Dyanland Persaud. We all 
wish them many more such coups. 


-- Guy M. Tucker 


THE FINAL. nr ° e 
Varëse STV 71272 (U.S.A. 
POLTERGEIST € 
Intrada RVF 6002 (U.S.A.) 

These two Jerry Goldsmith scores have 
several similarities. Both are sequels concern- 
ing the supernatural and draw to a certain 
extent on previous themes or musical ideas. 
both cases the music alternates between the 
agitated and the serene and are comparable in 
quality. THE FINAL CONFLICT has been one 
of Goldsmith's most frequently requested scores 
and a number of record companies had previousl 
been frustrated in their attemps to release it. 
Now, five years after the film was made, the 
score has been resurrected to fill what was a 
priminent gap in the composer's discography. 
Nevertheless, I think the scarcity of the music 
has given it an inflated reputation. Certainly 
there are many good moments, but it stops short 
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of being one of Goldsmith's best. The main claim 
to fame of the score is the inspirational Christ 
theme. Although used briefly overall, it approaches 
in its thematic variations some of the splendor of 
Alfred Newman's religious themes. This is all the 
more surprising coming from a composer not 
generally noted for that particular style. The 
theme achieves its finest reverential treatment at’ 
the beginning of "The Monastery" and is also heard 
to major effect in "The Second Coming" and the 
conclusion "The Final Conflict". 


Latin chants are a major feature of the ‘score 
as was the case with THE OMEN and DAMIEN. 
Dominating the album though is the theme for 
Damien Thorn. Possessing great power and 
grandeur it is often accompanied, as in ''Main 
Title", by growling brass and disturbing chanting. 
The score doesn't always make for easy listening. 
Very quiet passages are suddenly followed by 
explosions of sound. But there are many pleasing 
cuts such as the mysterious sounding "Trial Run". 
One welcome bonus is the 6 minute cut "Parted 
Hair", which was not used in the actual film. 


POLTERGEIST II is rather more successful 
as a record album. The excerpts are fairly lengthy 





which helps for development and much of the score 
has a haunting, dream-like quality which is most 
attractive. Nevertheless there is too much concen- 
tration on the darker elements as in "The Smoke"! 
and "The Worm", to make the album totally satis- 
fying. Synthesisers are used fairly extensively but 
in a melodic, soothing manner as in "Late Call", 
which features the charming theme for Grandma 
Jess and contains some of the most pleasing 
electronic sounds I have heard. The main element 
which Goldsmith has retained from the original 
score is the sentimental theme for Carol Ann, 
although this is not used very extensively. The 
major cut is the final one, "Reaching Out", which 
has a similar structure to "Rebirth" from POLTER- 
GEIST as the evil forces are sublimated in a musical 
tug-of-war and the Grandma Jess and Carol Ann 
themes gain the upper hand. The only complaint 
about this LP is the disappointingly short playing 
time of 30 minutes. The grooves have been cut well 
away from the center which serves only to accentuate 
this. 


-- Doug Raynes 
.D. - ANN MINI = 
BC REB 561 (Great Britain) 
Vincenzo Labella's impressive track record of 
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'epic' mini-series expertly combining spectacula. 
with modern preoccupations of historical 
authenticity have included MOSES, JESUS OF 
NAZARETH and MARCO POLO. Each of these 
works were blessed with fine scores by Ennio 
Morricone and Maurice Jarre. However, 
Labella has not fared so well with A.D. - ANNO 
DOMINI. This curious hybrid of QUO VADIS 
and I, CLAUDIUS emerged as a lethargic 
leviathan, inno way helped by an uninvolved 
score by Lalo Schifrin. 


The composer's "Main Theme" is a syrupy 
anachronism that fulfills a dual role as a love 
theme and crops up as a "Christian" motif in 
scenes such as the stoning of Stephen. Schifrin 
fares rahter better in the ''Golgotha" and 
"Martyrdom" cues, which rely heavily on 
elegiac strings. Secondary character themes 
for "Valerius and Sarah" and ''Corina and 
Caleb" are pretty but unmemorable. Other 
sections of the score attempt to invoke feelings 
of awe for "The Eternal Land" and ''The Majesty 
of Rome", Yet Schifrin's lack of invention (his 
music approaches no heights of emotional power) 
and simple lack of thematic development hardly 
stir the audience with visions of the mythic 
power inherent in Ancient World scenarios. 
Schifrin's functional music for Roman celebration 
and military activities is ponderous. Of course 
it could be argues that a "Parade of the Chariot- 
eers" approach in "Roman Legion" would be 
against the grain of Labella's concern for 
demythologists, but surely something more 
interesting than steady drumbeats with highly 
stylized brass fanfares could have been 
attempted. Thus Schifrin's score is another 
low point in an increasingly dreary output, it's 
a pity the enterprising BBC should waste vinyl~ 
on this when so much homemade work by Carl 
Davis et al. remains unrecorded. 


-- David J. Rimmer 


THE MANHATTAN PROJECT @ @ 
Varese STV 81282 (U.S. A.) 


For the second time Philippe Sarde has 
nudged the limits of international ethics by using 
in one American film some of the music he had 
already written for another French one. 


First it was the Love Theme in GHOST 
STORY, which he pilfered out of his own 
previous score to a Jeanne Moreau film called 
L'ADOLESCENTE. Now for Marshall Brickman's 
latest effort, all of the major musical material 





has been recycled from a French thriller called 
LE CHOC. True, the themes are arranged 
differently and delightfully, more like a dance 
this time, and beautifully orchestrated by Sarde 
and Billy Byers, but what is his justification for 
robbing his own attic like this? 


Meanwhile, the rest of the score is merely 
utilitarian, the opening Main Title music being 
rather noisy instead of powerful. It all makes a 
nice album, for Sarde is always interesting -- 
but puzzling. 


-- John Caps 


THE ABDICATION © @ @ 
Intermezzo 008 (Italy) 


Arguably Nino Rota's best score from a 
purely musical standpoint, THE ABDICATION 
has finally been released on disc by Intermezzo 
in a handsome edition, well ma stered and 
edited from the original studio tapes. Every 
theme, every gesture of his score is perfect even 
though it could have gone astray very easily, 
being full of churchly intonations and formal 
choirs. Instead, Rota found a tonal base from 
the Latin Mass and lit off from there into his own 

carefully constructed world. The Vatican music 
becomes a stirring fanfare, the swooning Chris- 
tina (she abdicated the throne of Sweden) and the 
dwarf Birgitta each have a quirky theme of their 
own. And every composer should study Rota's 
efficient use of band instruments in orchestrating 
the "review of the troops'' scene in this film. It 
is the way in which Rota has so carefully perverted 
the church music here, illustrating Christina's 
fragile sanity, that makes this score so original. 
It was certainly the best score of its year (1974). 
Now it's.the year's best soundtrack album. 


-- John Caps 


DROLE DE SAMEDI © 3 € 
Carrere 66 264 (France) 
ASTERIX ET LA SURPRISE DE cesar @ Q € 
Carrère 66 298 (France 
LA GALETTE DU ROI @e @ € 
Carrëre 66 313 (France) 

It's always easy to dismiss Vladimir Cosma 
as a lightweight composer. Most of the scores 
he has written over the past 20 years (with a few 
notable exceptions, DIVA, MICHEL STROGOFF, 
and CHATEAUVALLON among them) ha ve usually 
been for amusing comedies in which his music, 


wonderfully giddy, seemed a perfect match for the 
light moods suggested by the screen action. 


Despite a considerable output that includes 
more than 150 scores, Cosma ranks way behind 
among contemporary French composers, ät least 
to many who only swear by Georges Delerue and 
Philippe Sarde. There is little doubt that these 
three new scores will do very little to alter their 
opinion. It is all the more unfortunate that each, 
in its own way, is perfectly delightful. 


DROLE DE SAMEDI is the score for a comedy 
starring a cast of familiar players that includes 
Francis Huster, Carole Laure, Michel Blanc, and 
Jacques Villeret (best remembered for his role in 
THREE MEN AND A CRADLE). Asis usualina 
Cosma score, a key characteristic here is the 
diversity of the cuts, introduced by a jaunty title 
track, and swiftly moving from a moody, evocative 
piano solo, to an old-fashioned tango, hilariously 
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"sung" by an uncredited vocalist; a beautiful elegy 


for cello and piano; a lilting Parisian waltz; and 
even a catchy little song in Italian (""Michelamma") 


rennen 


Some tracks display a greater than usual 
reliance on the synthesizers, but in a way that's 
pervertly amusing... In this musical collage, 
the genres frequently collide, and ultimately 
weave a surprising score, marked by its spontan- 
eity and its freshness. 


Pretty much the same comments apply to 
ASTERIX ET LA SURPRISE DE CESAR, the 
score for a cartoon feature retracing the ribald 
adventures of Astérix, the irascible Gaul, and 
his friends, the colossal Obélix and his dog 
Idéfix, against the Roman invaders. In tune with 
the "grandeur" of its characters, Cosma's 
music is a festive display of varied musical 
genres that bear little resemblance to Miklos 
Rozsa's epics of the same epoch (in fact, Cosma's 
"Chariot: Race" is a set of instrumental variations 
on the rock 'n rolling title tune performed by 
Plastic Bertrand), and again draws its strength 
from its diversity. Some cuts are elegiac 
(1'Esclave du Désert", a romantic flute solo; 

"La Mélopée de Falbala", a lovely melody for 
solo female voice), others appropriately martial 
("Expédition Gauloise" and "En Route pour 
Masilia', both of which suggest that Cosma has 
heard at least Elmer Bernstein's THE GREAT 
ESCAPE and Lalo Schifrin's MISSION: IMPOSSI- 
BLE ). Removed from its visual support, the 
score acquires a life all its own, and, true to 
form, offers catchy melodies and enjoyable tunes. 


Rounding up this trio is LA GALETTE DU 
ROI, another comedy, with all all-star cast -- 
Jean Rochefort, Roger Hanin, Jacques Villeret, 
Claude Piéplu, Eddy Mitchell. Following the 
title track, a bouncy little tune that instantly 
evokes Riz Ortolani, Cosma's music then follows 
a rather somber course through the end of the 
first side, at times brooding and melancholic 
("La Passion d'Utte", ` with echoes of DIVA), at 
other times serene and austere ("Marche Nuptiale' 
and hardly prepares for the explosive side two, in 
which the first four cuts are mambos, excitingly 
performed by a group that includes Tito Puentes, 
Rodolfo Pacheco, Alfredo Cutufla, and Cosma 
himself, lost somewhere among the vocalists. 
The moods projected are sustained through the 
rest of the side, with rhythmic tunes that almost 
leave one exhausted from too much toe-tapping. 


If any criticism can be leveled at Vladimir 
Cosma's music, it's that it is too facile on the 


ear, but deceptively so. In reality, there isa 
great deal of invention and versatility in his 
scores, and above all a pervading sense of 
melody. They always succeed in being totally 
enjoyable, which is the best thing that can be 
said collectively for these 3 soundtracks. 


-- Didier C. Deutsch 


STAR TREK Q © 
Varése Sarabande 704 270 (U.S.A.) 


The current crop of STAR TREK albums 
continues with this newly recorded compilation 
of scores from THE CORBOMITE MANEUVER, 
CHARLIE X, THE DOMESDAY MACHINE, and 
MUDD'S WOMAN. Fred Steiner is the conductor 
with the Royal Philharmonic; he is also the best 
represented composer. The introductory theme 
by Alexander Courage opens the album. Personally 
Ihave always found this mamba-like theme the 
most inappropriate music imaginable for STAR 
TREK, however the rest of the album is sublime! 
Steiner has chosen the most characteristic music 
for the series, namely the scores which provided 
the bulk of the incidental music featured in many 
later episodes pasted together by music editors. 


The music for THE CORBOMITE MANEUVER 
in which the "Enterprise" is menaced by a vast 
spaceship, is scored as a quirky allegro. This 
develops into an exciting set of variations and 
segues into a mystical theme as the commander 
of the alien ship is revealed to be a baby-like 
humanoid. This theme is metamorphised into a 
stunning major key transition signifying the size 
and might of the aliens. Steiner has chosen 13 
minutes of music from CHARLIE X, which introd- 
uced some of the most recognizable STAR TREK 
motifs. As directed by Lawrence Dobkin, it was 
one of the best episodes, and concerned a tele- 
kinetic teenager who attacks the crew. The early 
scenes are accompanied by very eerie music of 
subdued terror. When Carlie becomes malevolent, 
Steiner introduces adroit "zapping" chords 
composed of isolated sounds and sustained notes 
in low register. The composer's finale is a 
Herrmannesque string theme with bell accom- 
paniment, a most profound evocation of Charlie's 
mysterious 'parents'. 


Sol Kaplan's music for THE DOMESDAY 
MACHINE is a battering ram. Harsh, churning 
rhythms delineate a huge, alien "ultimate 
weapon" roaming the universe, smashing planets 
inits path. For Commodore Decker's madness 
and suicide, Kaplan supplies a moving violin 
statement, and a sad, muted fanfare is associated 
with the devastated "Constellation". One grumble 
with this music, Steiner has omitted a subdued 
string motif counterpointed with Kaplan's 
"Enterprise" motif, heard when McCoy and Kirk 
are discussing the crisis: it's one of the high- 
lights of the score. 


Steiner's final choice is his own MUDD'S 
WOMEN, running over 14 minutes. Much of the 
music is composed on variations of the "Three 
Venuses" motif, a mildly erotic theme support- 
ing the beautiful women whom are rescued by 
the "Enterprise". I find this music inferior to 
other Steiner compositions, particularly the 
glorious love theme in MIRROR, MIRROR, but 
the score has compensations, a mischievous 
piece for Harry Mudd akin to an Irish gig, and 
a magnificent variation on Steiner's own 
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"Enterprise'' motif for PLANET RIGEL. Minor 
musings aside, this is probably the best STAR 
TREK recording so far, and a beautiful tribute 
to Fred Steiner's ingenuity. 


-- David J. Rimmer 


MOUNTBATTEN: THE LAST VICEROY @ en @ 
That's Entertainment TER 1113 (Great Britain) 


Recently John Scott has been contributing 
some superb scores to the film music repertoire, 
including GREYSTOKE and THE SHOOTING 
PARTY. Now we have MOUNTBATTEN. This 
mini-series has little else going for it, with 
mediocre direction by Tom Clegg and a wooden 
performance in the lead role by Nicol William- 
son. Aside from the odd 'crowd' scenes, 
processions and riots, most of this was filmed 
in somebody's drawing room with endless 
discussions about what bits of the Punjab go to 
whom. 


Ah, Mr. Scott is a breath of fresh air. 
approach is traditional, with an Elgar-like 
march for Mountbatten. However, this is infused 
with such feeling it is effortlessly adapted into 
string arrangements for more introverted 

moments ("The New Viceroy", "A Tryst with 
Destiny"). Scotis music for the riot sequences 


His 





is suitably brutal with appropriate 'Indian' over- 
tones betraying nothing of their melodramatic 
ancestor, THE LONG DUEL (1967). Nehru, 
Jinnah and Gandhi each have their own motifs, 
a tender rather plaintive theme for woodwinds 
for Nehru contrasting with a bold, tenacious 
theme for Jinnah, highlighting his singleminded 
demand for an independent Pakistan. Gandhi is 
: represented by ethereal music with subtle Indian 
instrumentation. The score also features severa 
major cues including a joyous celebration of 
"Independence Day", a tragic dirge for refugees 
("The Column"), and a beautiful adagio that 
elevates Nehru's farewell address to the Mount- 
battens into the realm of poetry. The perform- 
ance of the Royal Philha rmonic under John 
Scott's direction cannot be faulted. 


-- David J. Rimmer 


THE RIGHT STUFF/NORTH AND sours @ © 
Varèse Sarabande 704 310 (U.S.A.) 


Bill Conti won the Oscar for THE RIGHT 
STUFF, but after listening to the suite on side 


one, I really can't tell why. Allofitis stirring, 
melodic and skillfully arranged, but that's it. The 
music has no depth at all, it is just a collection 
of tunes with a good surface sound. While much 
of the film had (and suffered from) a similar lack 
of anything but topsheen, director Philip Kaufman 
nevertheless came through with a number of 
remarkable scenes. I remember the scenes, but 
I remember none of Conti's score. The suite tells 
me why. It is, however, quite a fun suite, even 
with the monstrous steals from Williams that 
plague Conti's work from VICTORY to THE 
COLBYS. 


The second side isn't as self-sustaining: 7 
cuts from the miniseries NORTH AND SOUTH, 
led off by the lovely, longing Main Title, which, 
oddly, has more character than anything on side 
1, though it comes in a more lowbrow package. 
Sadly, the rest of the score is constantly assaulted 
by the 'Southern Life' theme, gagging lilting violin 
squeaks, at once reminiscent of "Dixie" and 18th- 
century string quartets; it sounds good on brass, 
though, as in the conclusion, the richly orchestrated 
"Final Meeting". 


Played by the London Symphony Orchestra and 
recorded in luxurious digital sound, this should 
appeal to listeners in search of a good cheap time. 


-- Guy M. Tucker 


POLTERGEIST II @ @ @ 
Intrada RFV 6002 (U.S.A.) 


This is one of Jerry Goldsmith's best scores, 
outdistancing the original, and outstripping all his 
recent scores except LEGEND. On screen, itis 
a score of unique, vibrant power, and is interest- 
ingly less derivative of the first POLTERGEIST 
than POLTERGEIST was of STAR TREK. Really 
the only held-over theme is the lullaby, "Carol 
Anne's Theme", but even that gets little exposure. 


There are only 5 cuts on the disc, but they add 
up to about half an hour of music, leading off with 
"The Power", the main title which introduces the 
soft-spoken theme for a heroic Indian medicine 
man, an intent French-horn motif embodying the 
battle ahead, and a brief reprise of POLTER- 
GEIST's "The Light" theme as the Indian drives 
to the ruined suburb. 


This is followed by ''Late Call", the first 
evidence that this is a rare Wagnerian score for 
Goldsmith -- virtually everyone has a theme. 
"Late Call" showcases the tender music for the 
psychic grandmother, who projects herself into 
Carol Anne's toy telephone. "Late Call" is 
particularly astonishing in its use of synthesizer 
as the primary instrument; while on one hand its 
use might seem gratuitous, on the other it creates 
a sound nothing else can make, and in either case 
Goldsmith is exonerated by the texture of the piece 
itself. "Late Call" is something quite new -- 
electronics with soul -- and suggests that Jerry 
Goldsmith has at last reconciled orchestral writing 
with heavy synthetics. Of all his scores, no other 
uses so many electronics so effortlessly in 
conjunction with the orchestra. 


"The Smoke" features the theme for Beast's 
human shape, Reverend Kane, easily the most 
effective fantasy villain since Darth Vader. The 
theme is an entrancing, threatening chorale, and 
in the next piece, "The Worm", it is played against 
Carol Anne's theme as she watches her Beast- 
possessed father stalk her mother. The album 


= The 


winds up with the long "Reach Out", in which 

Evil is overcome with ridiculous ease, though 
the music is appropriately tense and, finally, 
triumphant. 


One can get a good sense of the excellence of 
this score from the album, Intrada's first release 
since RED DAWN, but probably not the complete 
sense. One motif, for instance, has been left 
out entirely: a staccato male chorus chant for 
attacking ghosts that appears 3 times (including 
the beginning of the "Reach Out" suite, which is 
more like 11 minutes on.screen). This ferocious 
chanting made for some of the most powerful 
moments in the film, and I am deeply irritated 
that only a hint at it -- the early percussion 
frenzy in "The Worm" has the same rhythm -- 
is included here. In fact, the balance of "Reach 
Out" is sorely affected by the removal on the 
chorus; it becomes a Battle of the Preceding 
Themes with no sense of introduction. 


Nevertheless, this is a worthy disc for what 
it does include, and hopefully the first of many 
Intrada releases with mainstream prices. 


-- Guy M. Tucker 


THE SHOOTING PARTY © e e 
Vinilo VS 1007 (Spain) 


John Scott has long been one of my very 
favorite composers. Ican think of few other 
contemporary musicians writing for film who 
can create such delectable, memorable melodies 
(even after just one hearing they stay with you) 
that also offer such keen, intelligent commentary 
on characters and thematic ideas as he does. 
Scott's ANTONY AND CLEOPATRA is as 
masterful a musical interpretation of Shakespeare 
asis Rota's WAR AND PEACE for Tolstoy (how 
ironic, too, that the films these composers 
served were weak adaptations of their source 
material). 


Now comes THE SHOOTING PARTY, Alan 
Bridges' low-key film of Isabel Colgate's novel. 
Scott's score fits the movie perfectly, capturing 
all the autumnal grace and beauty of the English 
aristocratic class on the eve of the First World 
War. 


This gentle, witty score begins, oddly enoug! 
with an echoing trumpet fanfare before settling 
into the wistful, elegiac theme that is occasional- 
ly heard throughout. The fanfare is a call to the 
hunt depicted in the film, the hunt also serving 
as a metaphor for war. Thus, before the film 
has even commenced, the sounds of the coming 
carnage echo heraldlike in the distance, casting 
an air over all the events and relationships 
depicted. The fanfare will be heard once more 
in the "Epilogue", effectively bookending both 
score and film. 


What lies between is a lovely collection of 
lush and elegant pieces, often tinged with a 
subtle foreboding. Particularly pretty is "Lionel 
and Olivia" and the boldly pastoral 'Luncheon 
by the Lake". Also included are a Spanish 
dance and a polka, both artfully, charmingly 
conceived. The whole work is performed with 
relish by the Royal Philharmonic Orchestra. 
may seem too calm and low-key, but repeated 
listenings will reward with riches of subtlety. 
Steven J. Lehti 


It 





THE QUEXNOLAND GTRPHONT ORCHESTRA - RB 


THE FILMS OF FRANZ WAXMAN J > B 


Varèse Sarabande 704.320 (U.S. A.) 


I don't think Wa xman had a pa rticularly 
recognisable style as did Newman, Herrmann or 
Rozsa, but he was very adaptable and the quality 
of his music shines through in this superior 
compilation album. Starting in a humorous note 
is the "Overture for Trumpet and Orchestra" 
which Wa xman adapted from themes composed 
for THE HORN BLOWS AT MIDNIGHT. A sprightly, 
self-mocking piece of music which is instantly 
likeable. 


Waxman was fortunate to score the best film 
in the Frankenstein series, THE BRIDE OF 
FRANKENSTEIN, which is given due prominence 
on the album sleeve. Itis represented by a 7 
minute suite, "Dance Macabre". This is not the 
same composition which was featured on the RCA 
Classic Film Score album, but seems to be an 
arrangement from the score using the original 
dramatic themes in a lighter, more ironic form. 
TARAS BULBA is one of Waxman's more familiar 
scores. The 9 minute suite contains 7 excerpts 
which are given a brisk and spirited interpretation. 
Less familiar is the excellent but compar.atively 
sombre suite from BOTANY BAY in which even 
the love theme contains a suggestion of hopeless- 
ness but which also contains colorful descriptive 
themes of the sea and ships in "Prelude" and 
"Montage"'. 


My favorite item is the 12 minute rhapsodic 
arrangement for piano and orchestra of music 
from Alfred Hitchcock's THE PARADINE CASE. 
Previously only available in mono, with Waxman 
conducting, this contains some of his most haunting 
melodies and perfectly evokes ‘forties style 
romantic film music. 


A very fine album. Playing by the Queensland 
Symphony Orchestra with Richard Mills conducting 
is superb. 


-- Doug Raynes 


LABYRINTH % 
EMI America SV 17200 (U.S.A.) 


On the strength of Trevor Jones' previous 
Muppet-fantasy score, DARK CRYSTAL, I bought 
the album in advance of seeing the film. Now that 
I have I don't think I want to see the film. The LP 
will probably wind up to be the soundtrack dis- 
appointment of the year. 
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Five of the 13 cuts are songs by David Bowie, 
but that seemed inevitable considering that he is 
the film's star. I didn't expect all of Jones! 
music to be a synthesized echo of the pop attitude 
Bowie gives the album. Though the sleeve claims 
Jones did both orchestration and conducting, there 
is no evidence of any kind of orchestra. If the 
whole score is not electronic, it might as well be 
from the way it sounds. 


It is not impossible to write a good pop score; 
a recent example is Steve Parson's HOWLING II. 
But Trevor Jones turns out to be entirely unsuited 
to that limited discipline; none of his highly 
distinctive musical personality is allowed free 
rein anywhere on the disc. The one thing on the 
album that sounds like a Jones trademark, the 
frenzied medieval lute music he began writing 
with EXCALIBUR and TIME BANDITS, shows up 
towards the end of "Into the Labyrinth" -- lute 
with drum set. The track is the only one to sound 
remotely like Trevor Jones, and as such comes 
closest to breaking the feeling that the composer 
is being cramped. 


Except for the trite "innocent" music of 
"Sarah", none of Jones! cuts manage to create a 
consistent mood within themselves. And irony of 
ironies -- I bought the album in spite of David 
Bowie's pervasive aura, but 2 of his contributions 
the wild, experimental "Magic Da nce" and the 
moderately pretty "As the World Falls Down", ar 
the best things on the album. 


Trevor Jones is usually the first person 
brought in after one of these Muppet projects 
begins, and his music begins to take shape even 
before filming starts. My guess is that David 
Bowie is responsible for what the score sounds 
like. If this was what Jones had in mind from the 
beginning, I can only hope it was a delusion he has 
now gotten out of his system. 


-- Guy M. Tucker 


SPACECAMP & 
RCA ABL1 - 5856 (U.S.A.) 


John Williams' first film score in 18 months 

` brings to light an interesting question: is he 
capable of heartfelt scoring for only these huge 
outer-space adventures now? This is almost a 
rhetorical question, since I was in the minority 
that loathed his score for THE RIVER, and to me, 
SPACECAMP has a more sincere and outgoing 
feel than THE RIVER. 


The score has a lighter touch than any of 





Williams' genre exercises since E.T., completely 
lacking the more thunderous approaches of RETURN 
OF THE JEDI or TEMPLE OF DOOM. The main 
title is stated with comparative restraint, introd- 
ucing a nice main theme that bears much resem- 
blance to the one for THE MISSION from AMAZING 
STORIES (for which he will probably cop a well- 
deserved Emmy). This is followed by a formless 
pop-electronic band called "Training Montage" -- 
diabetic candy for the ear. 


The album doesn't really get underway until 
"In Orbit", and from there Williams gives us solid 
music, not at all flashy, and frequently (as in 
Andie Is Stranded" and "Home Again") far more 
emotional than anything in THE RIVER, which was 
certainly the more dramatic film. 


Though the score isn't as heavily-derivative 
of previous Williams scores as JEDI and TEMPLE 
were, it joins those two in the growing pantheon of 
Williams scores that, for all their virtues, sound 
a touch too pat. Williams is not the composer he 
once was. His decline into the perfunctory has 
been so gradual I didn't notice it until now, but 
TV's THE MISSION shows what he is capable of in 
top gear; that score shows he has many a trick 
left to play, even if they sound much the same. 


-- Guy M. Tucker 


MARIE WARD 
Colosseum 8015 (West-Germany) 


Almost 15 months after the recording sessions 
were held, Elmer Bernstein's score has finally 
been recorded. The' album fulfils all expectations. 
When combined with the visual. , the score was 
not always that appropriate, but on record the 
music seems to sing itself. In spite of the fact 
that Bernstein often dips into the semi-classical 
bag, he manages to keep the balance between "old" 
and "modern" musical languages. There are 
baroque and classical signposts, but there are 
also hints of TO KILL A MOCKINGBIRD and other 
celebrated Bernstein works. 


Typical characteristics of Elmer Bernstein's 
approach in MARIE WARD include: the chamber 
music quality of his writing for woodwinds (oboe, 
flute and bassoon, with a qua si-baroque feeling 
in "Revelation" and ''Finale"), his irregular 
meter and cross-rhythms in "The Children", and 
his use of the Ondes Martenot, which gives an 
almost superna tural atmosphere. 


The. score is poetic, with hints of sadness 
despite some optimistic notes, as in "Lennard 
and the Plot'', where Bernstein seems to emerge 
as the Western expert. "Return to England" is 
a short but pompous baroque piece for solo trum - 
pet and orchestra. In "The Axe", Franz Schubert 
seems to welcome the listener, with the first 
movement from his 8th Symphony. 


The Regensburger Domspatzen Choir sings 
works by Gratiani and Palestrina in an a cappella 
suggestive of Renaissance authenticity. William 
Byrd is another composer features on the sound- 
track LP, which contains nearly fifty minutes of 
music performed by the Bava rian State Opera 
conducted by Elmer Bernstein. Too bad Chris. 
Palmer hasn't written any liner notes: we've 
become accustomed to such luxuries. 


-- Matthias Büdinger 


TRADE MARKET 


FOR SALE: Soundtrack albums, new releases an 
deletions, including The Awakening, Summer of 
'42, The Five Man Army, The Sound & the Fury, 
Cheyenne Autumn, Run Wild Run Free. Send 
IRC for list to 

Jeff Hall, Southview, Hedgerley Lane, Beacons- 
field, Bucks. HP9 2JT, England 


WANTED: Goldsmith albums, EP's and singles. 
All letters will be answered. Please list prices 
and postage. 

René Van Os, M. v.d. Donkstraat 3, 5741 BJ 
Beek & Donk, The Netherlands 


WANTED: Symphonic western scores and Civil 
War records, also 'old' symphonic scores in 
general (preferably by Goldsmith, Bernstein, 
Barry, etc). Must be in mint or AM condition 
only. 

Thoma s Brecht, Tannenstr. 13, D - 5630 
Remscheid, West Germany 


Wish to EXCHANGE discographic information 
with other collectors of Tiomkin songs on 45 rpm. 
Jeff Stangland, 4304 London Dr., #3, 
Sioux Falls, SD 57106 


FOR SALE or TRADE: Trono di fuoco, Vanina 
Vanini, L'Edera, Anche se volessi lavorare, La 
Califfa, Commandos, Maddalena, Requiem per 
un Gringo, and many others. 

Ezio Reali, C.P. 518, I -20101 Milano, Italy 


FOR SALE: Il Killer, Tony il Magnifico, Amori 
miei, Il Padrone, A Professional Gun. Allin 
mint condition. 

David Bunn, 'The Bungalow', 94 Ashcott Road, 
Meare, Glastonbury, Somerset, England 





FILMHARMONISCHE BLAETTER 






Tune Detective and Song Investigator wants 
information about composers and vocalists in 
the movie, show and musical fields. Who will 
correspond with me about Andrew Lloyd Webber, 
John Barry, Stephen Sondheim, Elaine Paige, 
Bernadette Peters and many others...? 

Emile Sierens, Lode Van Berckenlaan 184, 

bus 9, 2200 Borgerhout (Antwerp), Belgium 


FOR SALE: Soundtrack and collection LP's in 
mint condition. Reasonable prices. Write for 
list to 

C. Ritchie, 24 Claypotts Place, Broughty Ferry, 
Tayside, Scotland, Great Britain 


WANTED: A copy of'D.A.R.Y.L. - Movie story- 
book" by David Ambrose et al. Also the title 
song from that movie: 'Somewhere I Belong", 
sung by Teddy Pendergrass. 

J. Mogensen, Lombardigade 16 ST TH, 

DK - 2300 Copenhagen S, Denmark 


WANTED: U.S. trading contact for compact 
discs (Varése and others). Also Rozsa's "A 
Double Life" and any material about Goldsmith, 
Williams, Jarre, Rozsa, Herrmann. 

Christian Monchablon, 5-7 Rue Curnonsky, 
75017 Paris, France 


This is a free service, available to subscribers 
only (excluding dealers). 

Keep entries short, please (less than twenty- 
five film titles). 

Ads must be in our possession by October 31 if 
you want them published in the December issue 
(SCQ #20) ! 





Zeitschniften-Gross-Vertriel, I, Cölsch, Mihbenstrasse 18, D - 1000 Berlin 37, West-Germany 
What is it that drives people to publish a magazine devoted to film music, knowing that the 


potential market is pretty small to begin with? 
Blatter, 


Here is the Latest publication,, Filmharmonische 
This new journal has a professional Layout that both delights and astonishes. 


The Spring 


issue contains short pieces devoted to Hans-Martin Majewski, Korngold, the Hollywood Oscars, Kurt 
Graunke and his orchestra; and a Long interview with Richard Rodney Bennett, in addition to many, 


many record reviews, 


Oddly enough, there is some discrepancy between the truly professional presentation (record 


covers, fonr example, are reproduced with Llinding 


clarity) and the actual conténts of the articles 


-- some necond neviews are pretty shallow and don’t tell you much about the music; there’s a music 
Lexicon that just possibly may be of interest to beginning collectors, etc, 


Printed in German, 
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SPAIN 


Compiled by Joan Padrol 


Advise and Consent Fielding 
Bunny Lake is Missing Glass 
Me and the Colonel Duning 


La Dolce Vita Rota 
El Secreto de la Piramide Broughton 
(Young Sherlock Holmes) 


The Color Purple (2 LPs) Q. Jones, others 


Berlin, Sinfonia de una gran Ciudad Pegasus 
Romanza Final (2 LPs) Abril 
Cowboy Duning 
The Andromeda Strain Mellé 


AMERICA 





RCA NL 45993 
RCA NL 45995 
RCA NL 45994 
RCA NL 45996 
MCA 6159 


Wea QWEST 25 389 1 
Pegasus Records PLG 007 
Serdisco ZND 821 

RCA NL 4599. 

RCA NL 4599. 


Compiled by David P. James 


Lolita, My Love (not film music) Barry 

The Alchemist/Zone Troopers Band 

Aliens Horner 

Troll Band 

Critters David Newman 
Blue: City Cooder 


Music from Sam Shepard's "A Lie of the Mind" 

Red Clay Ramblers 
Labyrinth T. Jones, Bowie 
Ran Takemitsu 
Invaders from Mars Storrs 
Final Conflict Goldsmith 
A Fine Mess (1 track by Mancini, rest rock vocals) 
Ka rate Kid Part II Conti, rock vocals 
The Right Stuff / North and South Conti 
Big Trouble in Little China Carpenter 
Stranger than Paradise (1 side ) 
Resurrection of Albert Ayler (1 side) (dance, nst) J. Lurie 


Spaee Camp Williams 
The Manhattan Project Sarde 
Pirates Sarde 
Raw Deal 

16 days of Glory Holdridge 
Jake Speed M. Snow 


Blue Pear BP 1009 
Varése STV 81262 
Varése STV 81283 
Restless 72119 1 
Restless 72154 1 
War. 25386 1 


Sugar Hill SH 8501 
EMI America SV 17200 
Fantasy FSP 21004 
Enigma SJ 73226 
Varése STV 81272 
Motown 6180ML 

UA SW 40414 

Varèse 704 310 
Enigma SJ 73227 


Enigma SJ 73213 
RCA ABL1 5856 
Varése STV 81282 
Varése STV 81287 


"music designed by Cinemascore"! 


Varése STV 81285 
DG 19 386 1 
Varése STV 8128 


Mark Twain Classics: Adventures of Huckleberry Finn; Pudd'nhead Wilson; Life on’ the 
Mississippi; Innocents Abroad; Private History of a Campaign that Failed; Mysterious 


Stranger (TV) W. Perry 
Poltergeist II Goldsmith 
Liberty (TV) W. Goldstein 
‘Vamp Elias 


MGM budget reissues on MCA (many with new cover art): 


=! tF 


Trioband TRO 101 
Intrada RVF 6002 
Citadel CTD 8100 
Varése STV 81288 


sJ PUJ J SJ JJ AI DU UT U UN 


Bure PA oupas, 


LARGE CATALOG LISTING OVER 1000 TITLES 


SOUNDTRACKS, BROADWAY AND LONDON 
CAST ALBUMS AND MOVIE POSTERS 


BUY, TRADE, SELL 


FRIENDLY, DEPENDABLE SERVICE 
SERVING COLLECTORS WORLDWIDE SINCE 1971 


FREE LISTINGS FOR SERIOUS COLLECTORS 


WRITE: A.J.’s Soundtracks, Box 557342, 
Miami, Florida 33255, USA 





Elmer Gantry Previn MCA 39070 
El Cid ` Rozsa MCA 25005 
Hang 'em High Frontiere MCA 1435 
It's a Mad, Mad, Mad World Gold MCA 39076 
Judgement at Nuremberg Gold MCA 39055 
Julius Caesar (dialogue) Rozsa MCA 25022 
Quo Vadis (dialogue) Rozsa MCA 39075 
Lolita Riddle, Harris MCA 39067 
The Russians are Coming, the Russians are Coming 
Mandel MCA 1428 

West World a Karlin MCA 25004 
Selections from Tom Jones (10) Addison 

Irma la Douce (7) Previn MCA 39068 
Two for the Seesaw Previn MCA 25016 
Yours., Mine and Ours Karlin MCA 1423 
The VIPs Rozsa MCA 25001 
The Comedians Rosenthal MCA 25002 
The Dirty Dozen DeVol MCA 39064 
Ice Station Zebra Legrand MCA 25017 
Mutiny on the Bounty Ka per MCA 25007 
Dr. Zhivago Jarre MCA 39042 
Battle of Britain Goodwin, Walton MCA 25008 


UNITED KINGDOM 
Compiled by John Wright 


Ba x (Alwyn conducts) Cloud Nine CN 7012 
That's Ent. TER 1113 
MCA MCF 3328 
Warner 925 389 1 


Oliver Twist / Malta G.C. 
Mountbatten =- the last Viceroy (TV) Scott 
Biggles (1 side music by Stanislas Syrewicz, 1 side vocals) 
Crossroads Cooder 

- iors 


Doma. 


CD 


CD 


45 





. Televisions Greatest Hits (2 CD's) 


The Color Purple (2 LPs) Q. Jones, others 


Enemy Mine Jarre 
Dr. Zhivago Jarre 
2001: A Space Odyssey var. 
Ben-Hur Rozsa 
Gone with the Wind Steiner 
How the West Was Won Newman 


Warner Qwest 925 389 1 
That's Ent. TER 1112 
CBS 70274 

CBS 70275 

CBS 70276 

CBS 70283 

CBS 70284 


(The above 5 titles are budget-priced, previously released by MGM) 
Soundtracks (music from "Quicksilver", "Lorca and the Outlaws") 


Tony Banks 
The Karate Kid Part I Conti, vocals 


Labyrinth 


The Prisoner (TV) (with booklet, poster, map) 

Elms, Gray, Josephs 
Hammer 

Barry 


Miami Vice (TV) 
Out of Africa 
Back to the Future Silvestri, rock vocals 
Ca raveggio Fisher-Turner 
Joe 90 extended club mix / Joe 90 /Captain Scarlet 

Gray 
Joe 90 extended club mix / Joe 90 / Captain Scarlet 

Gray 


JAPAN 


Charisma CAS 1173 
Warner 925489 1 


T. Jones, vocals by Bowie 


EMI America AML 3104 


Bam-Caruso WEBA 066 
MCA DMCF 3287 

MCA DMCF 3310 

MCA DIDX 422 

Cherry Red El ACME 6 
12PX 354 


7 PX 354 


Compiled by Shoichi Uehara 


Delta Force Silvestri 
(artwort identical to Milan sleeve) 

Runaway Train T. Jones 
(artwork identical to Milan sleeve) 

Enemy Mine Jarre 


Labyrinth 
Television's Greatest Hits(2 LPs) var. 


var. 


Victor VIP 28133 
Victor VIP 28131 


Victor VIP 28132 


T. Jones, vocals by Bowie / EMI EYS 91170 


CBS Sony 42AP 3173-4 
CBS Sony 52 DP 421-2 


("'TeeVeeToons Present''s, same contents as US release TVT 1100) 


Le Louvre, le plus grand Mus&e du Monde (TV) Morricone 
Le Louvre, le plus grand Musée du Monde (TV) Morricone 


King K28P 632 
King K32Y 2030 


(contains previously recorded music, mostly from La Califfa, Questa Specie d'Amore) 


Blue City Cooder 
Crossroads Cooder 
Nightmare on Elm Street, Part I C. Bernstein 
Space Camp Williams 
Space Camp Williams 
Hambone G. Garvarentz 
Laputa (animation feature) Y.-Hisaishi 


0 


W.P. P 13255 
W.P. P 13293 
Victor VIP 28134 
RCA RPL 8345 
RCA RPS 217 
Polydor 25MM 0517 
25 AGL 3025 


CD 


45 
45 


45 


45 
CD 


45 
CD 


The Story of Naomi Uemura 
The Story of Naomi Uemura 


Aaberg, W. Ackerman 
Aaberg, W. Ackerman 


(life story of a famous japanese adventurer) 


The Shadow Wa rriors (TV) 


S. Watanabe 


(Ninja story, has been aired on U.S. TV) 


Hissatsu (TV) 
Paris-Dakar 15000 
Paris-Dakar 15000 
Burning Love 
Burning Love 


M. Hirao 
R. Uzaki 
R. Uzaki 
T. Satoh, J. Fukamachi 
T. Satoh, J. Fukamachi 


(drama about the eterna1 love triangle) 


Adventures of Chatran 
Adventures of Chatran 
Adventures of Chatran 


R. Sakamoto, others 
R. Sakamoto, others 
R. Sakamoto, others 


(the adventures of a little cat called Chatran) 


Voyage into Space (Giant Robot) 


T. Yamashita 


Alfa WHP 28041 
Alfa 32XB 83 


Star Child K23G 7296 


Star Child K23G 7293 
Express ETP 90413 
Express ETP 17865 
Eastworld WTP 90417 
Eastworld WTP 17868 


MIL 1017 
7A 0603 
35MD 1017 


Star Child K28G 7258 


(60's Ultraman type science-fiction, as released by AIP in the USA) 


The Story of a little Elephant 
The Story of a little Elephant 


K. Haneda 
K. Haneda 


Victor SJX 30301 
Victor VPR 1249 


Horror World (music taken from the soundtracks of Zombie, Nightmare on Elm Street, 
Cannibal Apocalypse, Shadow and Inseminoid) var, musict+dial. CBS Sony 25AP 3204 


Horror World (as above) 

Close Encounters of the Third Kind 
The CAT (nst) 

The Karate Kid 

Highlander 


var., music + dialogue 
Williams 

Smith, Schifrin 

Conti, vocals 


Queen 


CBS Sony 32 DP 454 
Arista 32RD 61 
Verve J33J 25021 
Polystar P33C 20027 
EMI EMS 91168 


FRANCE & BELGIUM 


Compiled by Jean-Pierre Pecqueriaux 


Bleu comme l'Enfer 
Paris Minuit 


Porte 
Donnet 


Un Homme et une Femme: 20 Ans déjà Laf 
Stranger than Paradise (1 side, 8 cuts) 
The Resurrection of Albert Ayler (1 side, nst) Lurie 


Pirates 
Crossroads 
Genesis 


Sarde 
Cooder, others 
Shankar 


Camorra (Un complicato Intrigo di Donne Vicoli e Delitti) 


Le Tiroir Secret (TV) 
Georges Delerue: 

Américaine (1 side) 
Laurent Petitgirard: 


Labyrinth 
Flagrant Désir 


Esposito 
Cosma 


RCA Trema Ariola 410346 
Musidisc DC & C 11 567 
WEA 240933 1 


Attitude Records ATT 003 
RCA Milan A233 

WB Records 925399 1 
RCA Milan A 287 


RCA Milan A 291 
Carrére 14 015 


suites from l'!Insoumis, Le Mépris, Julia, Day of the Dolphin, La Nuit 


suites from Rosebud, L'Amant de Poche, Asphalte (1 side) 


RCA Milan A 288 


T. Jones, songs by Bowie /EMI Pathé 240578 1 


Ya red 


WEST GERMANY 
Compiled by Gerd Haven 


The Color Purple 

The Color Purple (2 LPs) 

The Colour Purple 

The Wild Life 

Quicksilver/Lorca and the Outlaws 
Gotcha! 

Stranger than Paradise (1 side) 


Q. Jones, others 
Q. Jones, others 
Q. Jones, others 
van Halen, Landee 
Banks 

Conti, + vocals 


The resurrection of Albert Ayler (1 side, nst) Lurie 
Liebe und Tod, from "Das Absolute Ende" / Frank Duval 


Momo 
Momo 
Biggles 
Labyrinth 


Branduardi 
Branduardi 
Syrewicz 


RCA Milan A 255 


Qwest 9287547 

Qwest 925389 1 
Qwest 253892 

MCA 2515231 
Charisma 207761-620 
MCA 252249 


Normal EFA 5021 
Teldec 614558 
Ariola 207825 630 
Ariola 257825 222 
MCA 254119 1 


T. Jones, vocals by Bowie / EMI 05781064 


ah 


.CD 
45 
MX 


pr 
pr 







pr 


pr 
pr: 


Out of Africa Ba rry MCA 252945 2 
Ses plus belles musiques de Films Laf WB 56556 

A Kind of Magic, from "Highlander" Queen EMI 20 111 67 
Joan Lui Celentano Teldec 626336 
Themes from "Raw Deal" var. .Colosseum 80170 


ITALY 


Compiled by 


Deux Hommes dans la Ville (1 side) 
Les Seins de Glace (1 side) 
Hercules Unchained 

God Forgives...I don't! (1 side) 
Kill or be Killed (6 tracks) 
Bastard...Vamos a Matar! (4 tra 


Sa rde 
Ma setti 


Rustichelli 


Andrea Busi 


Phoenix PHCAM 05 
Phoenix PHCAM 07 


Phoenix PHC. 






Arizona Colt De Masi RCA SP 8060 
El Greco Morricone RCA SP 8061 
La Venexiana Morricone Gen. Music 30721 


LETTERS 





Robert Swarthe, Los Angeles, CA: 


Ihave been collecting Herrmann recordings (along with many, many 
others) for quite some time. I have a few oddities which did not appear 
on Pt. 1. Just in case I can add a bit more to it, here's the information: 


1. "Bernard's Cha se" (:45), from MOSCOW ON THE HUDSON, on an 
RCA album (RCA ABL1 5036). Music by David McHugh. (This cut is 
apparently an in-joke, since "Bernard's Chase" strongly resembles 
NORTH BY NORTHWEST.) 

2. Theme from MARNIE (2:35), sung by "Big" Tiny Little, on a US 
single (Coral 62424). Composers: Herrmann-Jayson-Shayne 

3. Theme from MARNIE (2:40), sung by Nat King Cole, on a US single 
(Capitol 5219). Composers: Herrmann-Jayson-Shayne 

4. And the most important item, the "Memory Waltz" from THE SNOWS 
OF KILIMANJARO (4:45), recorded at the Hollywood Bowl, on a US 
album (Columbia CS 8913) 


Didier Deutsch, New York, NY 
provides more information on this last album: 


The "Music from Hollywood" LP is the soundtrack to a one-night affair, 
the first annual "Music from Hollywood" concert, held September 25, 
1963, at the Hollywood Bowl. 


The event gave lieu to a CBS-TV special, with the album serving as a 
"soundtrack" to the evening. In reality, from what I gather, it must have 
been a very long evening, with the television special showing only key 
musical moments, and the album (Columbia CS 8913) highlighting some 

of them, but not necessarily those shown on television. 


Also represented and conducting their own works in this LP were Alfred 
Newman (HOW THE WEST WAS WON), Alex North (CLEOPATRA), 


= 2 


Franz Waxman (A PLACE IN THE SUN), Miklos Rozsa (BEN- 
HUR), Max Steiner (A SUMMER PLACE), John Green (RAINTREE 
COUNTY) and Dimitri Tiomkin (whose "Green Leaves of Summer" 
was performed by Mahalia Jackson.) 


According to the program for the television special, some segments 
also included the SPELLBOUND concerto by Miklos Rozsa, and 
medleys of Academy Award-winning songs performed by Marni 
Nixon and Mel Tormé, with John Green and Alexander Courage 
conducting the Hollywood Bowl Symphony Orchestra. 


The liner notes on the album also salute "those who appeared 
either in person or through their works or both, but who are not 
included in this recording: Elmer Bernstein, Jerrald Goldsmith 
(sic), Nelson Riddle, Mack David, Fred Steiner, Frank DeVol, 
Pete Rugolo, Harry Sukman, Johnny Williams, Jerome Moross, 
Mahlon Merrick, Sammy Fain, Harold Adamson, Leigh Harline, 
Hugo Friedhofer, George Duning, Ernest Gold, Bronislaw Kaper, 
Steve Allen, Ken Darby, Helen Deutsch, New Washington, Johnny 
Mandel, Jay Livingston, Ray Evans, Johnny Mercer, Harry 
Warren, Sammy Cahn, Jimmy Van Heusen, Henry Mancini...and 
the late dearly beloved Victor Young. " 


I guess nobody wanted to stay home and watch DALLAS, 
or was it BONANZA? 


» 


Anyone interested in sponsoring a similar event at today's 
performance fees? 


LVDV 
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AN INTERVIEW WITH 





by Claudio Fuiano 


This interview took place at the Forum Recording 
Studio in Rome, which is the place for recording 
film music, Piovani was recording the score for 
Fellini's GINGER E FRED at the time, but he took 
time off to discuss his career, which spans 16 
years and 37 films, 


Claudio Fuiano: Do you scone people on 
situations in the movies you work on? 


Nicola Piovani: Film music must follow as 
closely as possible the story that unfolds, in 
order to capture the characters' emotions and 
the narrative rhythm. In other words, it must 
track the people and the situations which are so 
often determinded by the leading characters' 
actions. 


CF: What caused your interest in film 
music? Did you score a film by design or by 
accident, or did it evolve from the music you 
wrote for stage plays? I 





Nicola Piovani 


NP: I began my career by scoring documentaries. 
Silvano Agosti asked me to score one of his shorts. 
Bellocchio saw the documentary and liked my music 
so much that he asked me to provide the music for 
NEL NOME DEL PADRE. The rest you know. However, 
my decision to work for the cinema was a conscious 
decision, not a sheer accident. 


CF: In the filmography we published in SCQ/8, 
there are no TV movies, Do you avoid working fon 
television, or have you never heen asked? 


NP: I scored a TV series for Gianfranco 
Mingozzi, UN TRENO PER ISTAMBUL (1979). KAOS, 
which I did for the brothers Taviani, is actually 
a television film in 5 episodes which was first 
released as a feature film. And these are not by 
any means the only TV productions I have worked on. 
I will admit that I am not especially eager to 
compose music for a Tv programme that you know will 
be watched by most people with other things on 
their mind: most of them will have the TV switched 


Sagt 


on while they eat, talk, switch channels all the 
time, or even fall asleep. TV programmes are 
not made to be watched constantly with rapt 
attention, they tend to serve as background to 
other domestic activities. It's only natural 
that one prefers to work for the cinema, where 
a film has been adapted in order to be followed 
with concentration, and with a minimum of 
respect for one's work. 


CF: In 1977 you scored your first Dutch- 
Algerian coproduction, LE SOLEIL DES HYENES. 
Since then, you've gone on to scone HET MEISJE 
MET ROOD HAAR and DE SCHORPIOEN fon a Dutch film 
dinecton, How come? Will you do any more 
pictures in that country? 


NP: Well, director Ridha Behi phoned me 
while he was shooting a French/Dutch/Algerian 
coproduction called ACH CHAMS WADHDHIBA. I read 
the screenplay and liked the story, and he 
offered me the assignment. It was an interesting 
film, we got along well, and the Dutch co - 
producers later got in touch with me again for 
HET MEISJE MET ROOD HAAR and DE SCHORPIOEN, both 
by a talented director, Ben Verbong. I hope to 
work for him again. 


CF: Many collectors have heen asking for 
a soundtrack album gnom DE SCHORPIOEN, but the 
music has never heen recorded, Have you never 
had an impulse to go to a record company your- 
self and ask them to nebease a reconding with 
your music? 


NP: Whether there will be a record or not 
is decided by music publishers and record 
producers who assess the potential market of a 
particular film. 

CF: You've scored many films for director 
Marco Bellocchio: NEL NOME DEL PADRE, SBATTI 
IL MOSTRO IN PRIMA PAGINA, MATTI DA SLEGARE, 
MARCIA TRIONFALE, IL GABBIANO, SALTO NEL VUOTO, 
VACANZE IL VAL TREBBIA, GLI OCCHI E LA BOCCA... 
What is it Like, such an artistic collaboration 
with one of the best Italian dinectons? 


NP: Working with a great director is al- 
ways a source of pride and satisfaction. When 
you are lucky enough to create a kind of on- 
going relationship, the way we have been doing 
for more than ten years, you can improve the 
interplay between sound and image. I was 
especially pleased with the results when I did 
the soundtrack for SALTO NEL VUOTO. 


CF: You seem very partial to folklore and 
traditional popular music... It’s very apparent 
when you Listen to scones Like KAOS, FLAVIA LA 
MONACA MUSULMANA on IL MARCHESE DEL GRILLO, 


NP: When you work on a film, you have to 
think of what it needs. For example, when farm 
hands begin dancing in Pirandello's "Giara", 
they cannot do it to the sound of 12-tone 
music; the music accompanying them must take 
these people's linguistic roots into account. 

In a more general way, I'd say that the exact 
musical approach is an antidote for the increas- 
ing "americanization" of consumer music. Most 
of the music we tend to hear all around us is 
cannibalized music, it is the musical language 
of poor relatives imitating the musical language 
of their rich relatives. Here I'm not stritctly 





referring to Italian musical tradition, but to the 
great European tradition which is both cultural 
and popular. 


CF; I Believe your best work is LA NOTTE DI 
SAN LORENZO (aka NIGHT OF THE SHOOTING STARS), 
which you made for the brothers Taviani, Later 
you did KAOS Zon them... 


NP: It was a great experience to work on that 
film with Paolo and Vittorio Taviani. 

CF; Mainly you write for a large orchestra 
or for a small ensemble, you don't seem to go in 
fon electronic instruments... 


NP: I seldom use electronics in my scores. 
The first time I used them was for SBATTI IL 
MOSTRO IN PRIMA PAGINA. I wrote the background 
rhythm for a synthesizer, which was supposed to 
imitate the sound a printing press makes when 
newspapers roll off. But in general I prefer 
working with an orchestra without taking recourse 
to superimpositions on the soundtrack, or without 
mixing them in later. 


CF: You have scored IL MINESTRONE for 
dinecton Sergio Citti. But when the same director 
made SOGNI E BISOGNI fon television, he gave the 
assignment to Francesco De Masi and Dimitri 
Nicolau... 


NP: I can only score one film at a time. 


When Sergio Citti asked me to score the TV series 
SOGNI E BISOGNI, I'was working on GINGER E FRED. 
I think that one of the secrets of doing a good 


job is not to score too many movies. 


CF; Is there a chance that some of 
your unrecorded scones will he put on 
disc sometime in the future? 


NP: I hope so, but as I said, that 
is not for me to decide. It depends upon 
how record labels feel about it. 


CF: Yo have scored various 
genres: thrillers (IL PROFUMO DELLA SIG- 
NORA IN NERO), comedies (IL MINESTRONE), 
period films (IL MARCHESE. DEL GRILLO), 
political stories (MARCIA TRIONFALE)... 
What's your favorite genre, on is there 
a kind of movie that you have not heen 
offered yet? 


NP: I honestly don't know. I have 
not scored any animated features yet’, and 
I think I'd enjoy doing that very much. 


CF; What's the story Behind LA 
TRACE? 





NP: Bernard Favre is a very talented 
director -- I believe he's about to 
embark on a new film, by the way, with a 
very interesting subject. I enjoyed 
recording the score for LA TRACE with a 
French orchestra, although I am conser- 
vative by nature and tend to do all my 
recording sessions in Rome. I should 
point out that on the French record album 
there are some pieces for accordion, 
played by Marc Perrone, which have been 
taken directly from the print of the film. 
If you look at the record sleeve, you 
may gather that the music was a collabor- 
ative effort between Marc Perrone and my- 
self, while in fact I never had the 
pleasure of meeting him! 


CF; Where do you get your musical 
ideas, and how do you work them out? 


NP: When you work for the cinema, 
you think more like a cinematographer than 
a musician, since through your music you 
can enhance the emotions expressed in the 
film. The better you understand a screen- 
play, the better you understand the job 
of a film editor, the better you under- 
stand the intentions of the director, the 
better your work will be, you see. The 
musical ideas you get, the "inspiration" 
so to speak, derives naturally from the 
rhythm of the movie. Don't forget that 
a good score can help a film, but a bad 
score will hurt that picture irreparably, 
regardless of the fact that the film it- 
self is good or bad. 


CF; When you score a film, does the 
director influence your decisions? 


-NP: When a working relationship is 
good, "spotting" the picture, deciding 
where the music will be used and what kind 
of form it will take, is. a natural process, 
it's mutually stimulating. If the 
relationship between director and composer 
is bad, it's better to give up. 





CF: Some of your scores have heen 
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conducted by Gianfranco Plenizio.. Do you prefer 
to fet other people conduct your music? 


NP: When I began scoring films, I worked with 
Gianfranco Plenizio, who is an extraordinary 
conductor. Later on in my cinematic career I felt 
the need to control all aspects of my music, from 
working with orchestrators and music editors to 
recording my music at the studio. Actually I'd 
like to leave so many‘of the problems that are 
involved in making a soundtrack to others, but I 
don't want to take any risks in asking other 
people to do the orchestrations, to conduct the 
orchestra, to sit at the moviola, to mix the 
music with the film, to cut my music to the film, 
etc. 


CF: Nicola Piovani and his famous pianos. 


NP: It is a very precious instrument to help 
me in composing a film score, and sometimes I have 
the additional pleasure of playing it during the 
recording sessions. 


CF: You scored UN TRENO PER ISTANBUL fon 
Gianfranco llingozzi. What sensations did you want 
to convey musically? 


NP: I don't really know how to answer that. 
Personally, I dislike travelling by train, because 
it is very tiring. But I have to take the train poetically determined Fellini's film world is. I 
a lot, as I'm afraid of flying! I prefer taking tried to score the movie from within, from the 
the car. I recall that when I did UN TRENO PER director's viewpoint. We worked hard on that one. 
ISTANBUL, which is set aboard a speeding train, I 





had a lot of problems in mixing the music with the CF: How do you see film music and the cinema? 
background noises -- the clacking rails, etc. 
NP: As a blessing. A film composer has the 
CF: What can you tell us about scoring chance to work outside the area of "consumer" 
GINGER E FRED? music and dead contemporary music that assaults 
the ear in the concert hall. Let's hope to God 
NP: Everyone knows how complex and how that this blessing will continue to exist! 
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...Yes, it's true. We'd better come clean about that right 
away. We export records at 80% of the prices indicated on 
our quarterly catalogue (on all orders of 4 LPs or more). 
And we calculate postage at cost -- there are no "hidden 
expenses", no handling charges. Parcels are mailed as a 
"gift" with a very minor value, so that there are no customs 
duties to be paid when the records arrive on your doorstep. 


Our quarterly catalogue lists each time approx. 1,200 items, 
many of them deleted LPs and 45s. Send an International 

Reply Coupon (available from your local post office) for a 
copy if you don't have a current list. 


We also sell film music publications like Spellbound, Motio 
Picture Music, CinemaScore, Musica sul Velluto. 
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Finally, we act as wholesalers for two recent records: we 
import RED DAWN (Intrada) for the European market, and we 
export THE SPECTACULAR FILM WORLD OF MIKLOS ROZSA (Antares) 

on an exclusive basis to record dealers in the U.S.A., Great 
Britain, Japan and all Star Trek Territories. If you have a 
record store or a movie memorabilia shop in any of those 
countries/markets and you'd like to carry these 2 albums, give 
be a ring. You'll find that our terms are lower than anyone 
else's. 
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Bande originale du film 


Air de "LA WALLY" 
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THE EUROPEAN ORIGINAL FILM SOUNDTRACKS COMPANY 
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